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Henry Fuseli’s Lear Banishing Cordelia, recently ac- 
quired by the Art Gallery of Toronto, is one of the sur- 
vivors of a venture in which most of the leading English 
painters of the late eighteenth century were involved.! 
The painting was one of the thirty-four with which John 
Boydell opened his Shakespeare Gallery in London in 
1789.2 The idea of the Gallery had originated three years 
earlier: under Boydell’s patronage, paintings were to be 
commissioned illustrating certain passages from Shake- 
speare, a gallery provided for their permanent exhibition, 
and, finally, engravings were to be made after them and 
widely circulated. Numerous paintings were added to the 
collection in the next few years, but the project was a 
financial failure and in 1805 the contents of the Gallery 
were offered in a lottery, and finally at public sale.® 


In his introduction to the 1789 catalogue, Boydell 
remarks on the suitability of Shakespeare’s plays for form- 
ing an English school of historical painting. He admits, 
rather defensively, that Shakespeare’s sublimity can 
scarcely be equalled in painting. “It is . . . hoped that 
the spectator will... not allow his imagination, warmed by 


Henry FUSELI, 1741-1825 

Lear Banishing Cordelia 

Oil on canvas, 10514” x 14314” 

Collection: The Art Gallery of Toronto 

Gift from Contributing Members’ Fund, 1965 


the magic powers of the Poet, to expect from Painting 
what Painting cannot perform.”* A caricature by James 
Gillray of the same year seems to aim at this admission 
as well as to lampoon the hoped-for commercial success 
of the Gallery. Alderman Boydell is seen making a burnt 
offering of the works of Shakespeare to Avarice on whose 
shoulders an homunculus copied from Fuseli’s Mid- 
summer-Night’s Dream is blowing a bubble inscribed 
“immortality”. From the smoke of the sacrifice appear 
some of the more extreme characterizations of the Gallery. 
Fuseli’s King Lear directs a miscellaneous cast drawn 
from the paintings of Reynolds, Romney, Barry, Opie 
and West. Perhaps significantly, a large proportion of the 
figures are taken from Fuseli: from his Macbeth and the 
Witches and his Ghost Appearing to Hamlet as well as 
from his Lear and Midsummer-Night’s Dream. To the left 
Fuseli’s Cobweb is seen chasing a bee, probably a reference 
to The Bee; Or, A Companion To The Shakespeare Gal- 
lery, a puff published in 1789.5 


Fuseli was a remarkable and highly eccentric individual. 
Born in Ziirich, and educated within the intellectual 


James GILLRAY, British, 1757-1815 
Shakespeare-Sacrificed, 1789 

Etching, 1834” x 147%” 

From The Works of James Gillray 
Collection: The Art Gallery of Toronto 


ambiance of the “Sturm und Drang”, he came to England 
in 1764, where he became an Academician in 1790 and 
Keeper of the Royal Academy in 1804. An extremely 
well-read man, he was early attracted to Shakespeare and 
particularly by his passionate and dramatic qualities. 
While still in Switzerland he translated Macbeth into 
German, and he was much struck, in London, by the new 
realism of David Garrick’s performances. From 1770 to 
1778 Fuseli lived in Italy, mainly in Rome, where he was 
influenced by Michelangelo and certain of the Man- 
nerists.° In addition to a series of Shakespearean sketches 
related to the Sistine ceiling, he produced in this period 
a number of drawings from Shakespeare in which the 
themes of terror and violence are explored.* 

A drawing of this type, made in Rome in 1774, is an 
earlier version of the painting now in the Art Gallery of 
Toronto. The compositions differ considerably. In the 
drawing, Cordelia replaces Kent, while the figures of 
Goneril and Regan are omitted. Moreover, the drawing 
interprets the text of the play more freely: Cordelia im- 
plores Lear, on her knees, to reverse his decision, while the 
King of France interposes on her behalf. The essential 
idea of the later painting is there, however — the central 


and dynamic figure of Lear, the grouping before him, and 
the mysterious background from which faces are seen to 
peer. The flickering and highly dramatic contrasts of light 
and dark are retained but given more formal substance 
in the painting. 

It is certain that the Toronto picture, as well as several 
of the other eight paintings which Fuseli contributed to 
the Shakespeare Gallery, are highly imaginative when 
compared to the great majority of the Boydell paintings. 
The text of Lear, together with other Shakespearean 
tragedies, provided particular opportunities for artists’ 
attempts to express the sublime. More than twenty years 
before Fuseli’s picture, John Runciman’s Lear in the 
Storm stands as an important pre-romantic painting, in 
which the storm is seen almost as a reflection’ of Lear’s 
mind and words.® 


Lear Banishing Cordelia is impressive both in size and 
conception. The scene takes place on a shallow stage, 
dramatically lit, into which the spectator is immediately 
drawn. Lear is the central force of the composition, as 
with outstretched arm he flings his command at Cordelia, 
who recoils into the arms of her nurse. He is barely 
restrained by a rather awkwardly disposed Kent and one 
recalls Lear’s threat to him: “The bow is bent and drawn 
— make from the shaft.” To the right, in contrast to the 
twisted Cordelia, are the statuesque and evil figures of 
Goneril and Regan, who, with their elaborate coiffures, 
recall Fuseli’s courtesans of the 1790’s. Their husbands 
peer at the scene from behind them, with faces expressive 
of both fear and cupidity. On either side of Lear’s throne, 
semi-grotesque faces grimace from the background, while 
the mood is heightened by the distortions of form, the 
sheath-like draperies and the cool colours. 


Henry FUSELI, 1741-1825 

Lear Banishing Cordelia 

Drawing, pen and watercolour 

10 11/16” x 15” (top), 14 13/16” (bottom) 

Collection: Eidgendssische Technische Hochschule, Ziirich. 


THE ART GALLERY OF TORONTO 
FINANCIAL STATEMENTS 


YEAR ENDED JUNE 30, 1965 


AUDITORS! _ REPORT 


To the Members of 
The Art Gallery of Toronto 


We have examined the balance sheet of The Art Gallery 
of Toronto as at June 30, 1965 and the statement of income and 
expenditure and general fund working capital for the year ended 
on that date. Our examination included a general review of the 
accounting procedures and such tests of accounting records and 
other supporting evidence as we considered necessary in the 
circumstances, 


In our opinion, the accompanying balance sheet and 
statement of income and expenditure and general fund working 
capital present fairly the financial position of the Gallery 
as at June 30, 1965 and the results of its operations for the 
year ended on that date, on a basis consistent with that of the 
preceding year. 

Toronto, Canada, LLasbhaon, LBLLIY) & La : 


August 12, 1965 . Chartered Accountants 


j Nits) (co tay ipl Wits: 

Cash 
Accounts receivable 
Receivable from City of Toronto 
Marketable securities, at cost - 

Government of Canada bonds and accrued interest 

thereon (market value - 1965 - 446,800; 1964 - $46,250) 

Reproductions, booklets, etc. on hand (at the lower of 

cost or market) 
Prepaid expenses 


AVS Uous ES 


Cash 

Deposit certificates, at cost 

Net assets of "Gallery Shop" and Art Rental Service 
operated by the Women's Committee 


Works of art. purchased for the permanent collection 
from funds specifically donated for the purpose 
(Other works in the permanent collection have either 

been donated or are on permanent loan and are not 
included in this amount) 


Expenditures to date on catalogue of Canadian Works of Art 


Note: The cost of land, buildings and equipment 
(totalling $752,083 at June 30, 1965 and 
$751,096 at June 30, 1964) is not included 


in this balance sheet. 


SSeS Se DURAN, 


Plans and model of proposed extensions to the Gallery's 
facilities, at cost 
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BALAY. 


JUNE 5 


(with comparative fx 


1965 


Se ey 
4,047 


£90711. 


18, 217 


4,818 


$ 79, 240 


$ 64,471 
25,000 


cO,9ad 


110,398 


eect 


4,459 


$1 438,631 


$ 35,321 


$ 35,321 


1964 
GENE. 


$ 350 
3,819 
25, 000 
49,711 


16,675 


6,662 
$ 102.29 


TRUS 


$ 68,240 


11, 247 


79,487 


1, 270,901 


$1,350, 388 


BULLI. 


)F TORONTO 
> the Province of Ontario) 


SET 


4965 
& as at June 30, 1964) 


, "UND 

-_ EAS AY Bly oD nS 
Bank overdraft 
Accounts payable and accrued charges 


Total liabilities 


General fund working capital (statement 2) 


Ff USN. Des 


Funds specifically donated for works of art: 
Special bequests, donations and other funds 
Donated by Junior and Senior Women's Committees 
Accumulated income from The Art Gallery of Toronto 
Foundation 
Portion of sustaining and Picture Fund retained for 
works of art 
Proceeds from insurance on works of art (including 
interest earned on investment of proceeds) 


Balance of Women's Committee funds (statement 4) 

Retained profits of "Gallery Shop" 

Retained profits of the Art Rental Service 

Donated by J.P. Bickell Foundation for Catalogue 
of Canadian Works of Art 

Special pension fund reserve 


"UND 
| FUNDS 
Provided by General fund working capital 


Transfer from accumulated income of The Art Gallery 
of Toronto Foundation Trust Fund 


1965 


ide Koa ae 
10, 110 


69,130 


$ 79, 240 


$ 745,807 
211,339 


348, 704 
56, 069 
1,361, 919 
22,129 
19,008 
1,919 


8,000 


29,656 


$1,438,631 


$ S21 


35 , 000 


Ss ee ae 


STATEMENT 1 


1964 


$ 30,364 


2,658 


36,002 


66, 215 


SewlLOnge217 


$ 529,814 
198,331 


323,435 
50,508 
194,514 
1, 296, 602 


17,539 
11, 247 


whe #255000 


$1,350,388 


THE ART GALLERY OF TORONTO STATEMENT 


STATEMENT OF INCOME AND EXPKNDITURE 
AND GiNERaAL FUND WORKING CAPITAL 


FOR THR YAR ENDED JUNE 30, 1965 
(with comparative figures for the year ended June 30, 1964) 


1965 1964 
Income: a FT aoe 
City of Toronto - 
Annual payment per agreement of January 25, 1952 
as authorized by statute $750,000 *$°505000 
Municipality of Metropolitan Toronto - special grant 50 , O00 50,000 
Province of Ontario - special grant 6,000 6,000 
Ontario College of Art - fee for services 20,000 20 4000 
Donations from corporations and individuals (note 1) CMe! 59,220 
Annual membership fees (including portion of life 
membership fees) 44,393 40,682 
Other admissions, fees and miscellaneous revenue 20,001 PARES ON 
Total income 271,238 ayer oe). 
Expenditure: 
General and Administrative L625 (20 155,818 
Membership 20,087 Lo. big 
Exhibition bette i, D5 Lon 
Curatorial 29,004 50,412 
Education and Extension 29,40. 51, Uae 
Pension 7,455 7,043 
Building repairs 5,160 25,879 
Total expenditure ZO (Ole PAC 
Excess (deficiency) of income over expenditure on normal operations 4,223 (19,236) 
Non-recurring items: 
Net income of Picasso Exhibition 35, 0L¢ 
Less special provision for pensions 14,000 
21,819 
Excess of income over expenditure for the year Ly Ou 
General fund working capital, beginning of year 66,215 68,442 
70,438 72 [025 
Deduct: 
Building fund expenses paid out of general funds 321 
Cost of furniture, fixtures and equipment purchased during 
the year from general funds 987 4,810 
1,308 4,810 
General fund working capital, end of year $ 69,130 $$ 665205 


Notes: 


1. The total donations from corporations and individuals were $78,075 in 1965 and 


$71,985 in 1964. These funds were used as follows: 


1965 220 ised 
Retained by the Gallery for general maintenance 
purposes $°D8, 557" bocoe au 
Retained by the Gallery to meet cost of exhibitions oy oe Oy boo 
Transferred to The Art Gallery of Toronto Sustaining 
and Picture Fund 0,061 12,865 
$78,075 $ 71,985 


<e No depreciation on buildings and equipment has been provided in these accounts. 


Despite its exaggerations, its awkward passages and its 
theatrical qualities, the painting is a moving one. We 
sense the folly and mistrust which permeate Lear’s court 
and are a wicked reflection of the vanity of the King him- 


in many of the Boydell pictures, but of an artist in whose 
imagination Shakespeare is deeply implanted and whose 
predilections for the nightmarish and the strange are here 
blended with a relatively faithful rendering of the text. 


self. The work is not that of an illustrator, as is the case D.S.B. 


NOTES: 


1. c. 1787-9. Oil on canvas, 10514 x 14314 ins. Gift from the Corporations’ Subscription Fund, 1965. Provenance: John Green, 
Neeld, Christie’s Sale, November 16, 1962, no. 84. Engraved by R. Earlom in 1792. 


2. On Boydell’s Shakespeare Gallery see: M. C. Salaman, Shakespeare in Pictorial Art, London, 1916, pp. 18-25; T. S. R. Boase, 
“Illustrations of Shakespeare’s Plays in the Seventeenth and Eighteenth Centuries”, Journal of the Warburg and Courtauld In- 
stitutes, Vol. X, 1947, pp. 83-108; Thomas Balston, “John Boydell, Publisher, ‘The Commercial Maecenas’ ”, Signature, no. 8, 
new series, 1949, pp. 3-22. 


3. For the catalogue of the sale in 1805, with the purchasers and the prices paid, see John Pye, Patronage of British Art, London, 
1845, pp. 279-284. 


4. Salaman, op. cit., p. 19. 


5. By Humphrey Repton. “Containing a Catalogue-Raisonné of All The Pictures; with Comments, Illustrations, and Remarks.” 
For a discussion of Gillray’s two caricatures of Boydell, see T. Wright and R. H. Evans, . . . Caricatures of James Gillray, 
London, 1851, pp. 390-399, 400-403, and Draper Hill, Mr. Gillray, the Caricaturist, London, 1965, p. Sib 


6. On Fuseli and the Mannerists, see Frederick Antal, Fuseli Studies, London, 1956, particularly pp. 28-54. 


7. See The Death of Cardinal Beaufort, c. 1772, Gilbert Davis Collection, and Lear Mourning over the Dying Cordelia, 1774, British 
Museum, in Antal, op. cit., plates 12b, 18a. 


8. Pen and watercolour, 271 x 380 mm., signed and dated “H. Fiissly Roma Aug. 74”, Department of Prints and Drawings, Eid- 
gendssische Technische Hochschule, Ziirich, illus. in Gert Schiff, Zeichnungen von Johann Heinrich Fiissli, Zirich, 1959, no. 
12, p. 16. There is a second version identical in composition but more weakly drawn, in Fuseli’s so called “Roman Sketchbook” 
in the British Museum. I am much indebted to Dr. Gert Schiff of the Schweizerisches Institut fiir Kunstwissenschaft, Zurich, for 
information concerning these two drawings. 

9. National Gallery of Scotland, Edinburgh, 1767. See W. M. Merchant “John Runciman’s ‘Lear in the Storm’”, Journal of the 
Warburg and Courtauld Institutes, Vol. XVII, 1954. 


QUESTIONS AND QUERIES 


Problems of research in Canadian art as illustrated by J. E. H. MacDonald 


With the approach of the centennial anniversary of Con- 
federation Canadians have become more interested in the 
character and nature of their country and in their past, 
thereby giving incentive to research. The finding of new 
material or documents does not necessarily solve or illu- 
minate hitherto obscure subjects but may complicate or 
create new problems. Such is frequently the case in the 
field of Art. 

Tracks and Traffic (oil on canvas, 28” x 40”, Collection: 
The Art Gallery of Toronto, gift of Mr. Walter C. 
Laidlaw, 1937), the only major painting in which J. E. H. 
MacDonald departed from his normal subject matter, land- 
scape, prompts the question, ‘What attracted him to the 
scene?’. 


J. E. H. MACDONALD, Canadian, 1873-1932 


In addition to the sketch for Tracks and Traffic (Fig. 
1), two small sketches are the only paintings relevant to 
the problem. The subjects of these sketches are taken 
from the same locality as that of Tracks and Traffic, the 
area on the Toronto waterfront immediately east of Old 
Fort York, where a clear view across lumber piles and rail- 
way tracks to the gas storage tank on the north-west corner 
of Front and Bathurst Streets was possible. It was from this 
point that the Tracks and Traffic sketch was made. A close 
view of the freight cars with the storage tank beyond was 
the subject of another sketch (Fig. 2). The third sketch 


Tracks and Traffic 
Sketch, 6” x 914” 
Collection: Mr. R. A. Laidlaw 


(Fig. 3), depicts the activities about the quays located 
immediately east of Old Fort York at the foot of Bathurst 
Street. A tug, a ferry and assorted shipping crowd the 
dock area on a dull overcast day. 


The three sketches have in varying degrees certain 
features in common. A grey overcast sky which restricts 
the intensity of the light and the play of light and shadow 


is a common feature. In two of the sketches, billowing 


smoke from the trains is a major compositional element, 


while the small puffs of smoke from the tug are the focal 
point of the composition in the third sketch. In all three 
works exceedingly lively brush-work dispels the gloom 
created by the restricted grey and brown colour and sug- 
gests excitement and activity. 


The indication of atmosphere, the importance of smoke 
and the impression of fussy activity amongst the trains 
and by the tug-boat suggest that MacDonald was con- 
cerned with the intangible and psychological factors of 
his subject. This suggestion is confirmed when his entire 
career as a painter is considered. The discovery and inter- 
pretation of the basic character and psychological elements 
of a landscape were of increasing interest to him. 


The proximity in location of the subject of the three 
sketches, the similarity in atmospheric conditions, colour 
and brush-work suggest that the sketches were made at 
about the same time, probably on the same day. If this 
was the case, it may be concluded that while MacDonald 
was interested sufficiently in the subject to develop one 
of the sketches into a major canvas, it was not a deep 
or lasting interest. 


J. E. H. MACDONALD, Canadian, 1873-1932 
Toronto Harbour with Ferry 

Oil on board, 7” x 5” 

Collection: Mr. J. D. Young 


J. E. H. MACDONALD, Canadian, 1873-1932 
Freight Yards 

Sketch, oil on cardboard, 714” x 514” 
Collection: Mr. and Mrs. Ron MacDonald 


MacDonald first became acquainted with the area about 
Old Fort York in 1889, “when as an artist apprentice he 
worked for the Toronto Lithographing Company whose 
premises were at the corner of King and Bathurst Streets.” 
After 1895 when he worked for Grip Limited, he had 
little reason to visit the area. However, in 1912, he was 
a close associate of Lawren Harris who was interested in 
such subjects and whose family business was located in 
the area. Harris, on at least one occasion, painted the gas 
storage tank but from the north, looking south past the 
old houses above Front Street. 


Despite the addition of two sketches which are appar- 
ently connected with Tracks and Traffic, the initial ques- 
tion, ‘What attracted him to the scene?’, still remains. 
Many theories can be advanced but existing evidence and 
the known character and interests of MacDonald offer 
little information. N.E.R. 


Works mentioned in this article are included in an exhibi- 
tion of paintings and sketches by J. E. H. MacDonald or- 
ganized by the Art Gallery of Toronto. They will be on 
view 13 November - 12 December, 1965. 


Contributors to this Issue of News and Notes 
David S. Brooke 


Nancy E. Robertson 
Editor: Janine Smiter 


